






殺害を経て，絞首刑に至る連作版画《残酷の四段階》（Four Stages of Cruelty, １７５１）を目にする
時，私たちは，ホガースは「赤ん坊のためのミルクではなく，男のための硬い肉だ」（‘he was 
not milk for babes but strong meat for men’）というラム（Charles Lamb）の評言に首肯する1。
　
【図１】は，この連作版画の第１図《残酷の第一段階》（The First Stage of Cruelty, １７５１）の部分
図であるが，壁の落書きは，犬を虐待する少年ネロの絞首刑の図案であり，ホガースの苛烈な「硬
い肉」の典型例である。同じ主題が，ホガースの《勤勉と怠惰》（Industry and Idleness, １７４７）の






























バーンでの処刑》（The Idle ‘Prentice Executed at Tyburn, １７４７）は，悪い徒弟の結末として，タイ
バーンでの公開絞首刑を描いているからである6。イギリスの暗黒の処刑史の一コマを鮮やかに切
3　アンタルは，ホガースの版画とディケンズの文学の間にある等質性を述べている（Antal １８９-９２）。リーヴィ
ス夫妻（F. R & Q. D. Leavis）は，ディケンズに与えたホガースの影響は，スモーレット（Tobias Smollett）やフィー
ルディング（Henry Fielding）などを遥かに凌ぐと述べている（F. R. & Q. D. Leavis ２６）。スレイター（Michael 
Slater）やアグロウ（Jenny Uglow）は，『ボズのスケッチ帳』（Sketches by Boz, １８３３-３６）の中の「ジン酒場」（‘Gin 
Shops’）というエッセイは，ホガースの《ジン横丁》（Gin Lane）を意識していると指摘している（Slater １８０-８５，
Uglow ４９９-５００）。ポールソン（Ronald Paulson）は『オリヴァー・トウィスト』（Oliver Twist, １８３７-３９）に《娼婦










５　ディケンズにおける徒弟の主題に特に注目した研究として，Harvey ５２-５４，Bindman １６９，Davis １３１-４３，Hara 
５９３-６１４，原１-２７５が挙げられる。
6　ポールソンは，ホガースがこの版画の着想をブリューゲル（Pieter Bruegel the Elder）の《死刑台への陽気な道
のり》（The Merry Way to the Gallows, １５７８）や《十字架を運ぶキリスト》（Christ Carrying the Cross, １５６４）から得


















In a frying-pan, which was on the fire, and which was secured to the mantelshelf by a string, some 
sausages were cooking; and standing over them, with a toasting-fork in his hand, was a very old 
shrivelled Jew, whose villainous-looking and repulsive face was obscured by a quantity of matted 
red hair. He was dressed in a greasy flannel gown, with his throat bare; and seemed to be dividing 
his attention between the frying-pan and the clothes-horse, over which a great number of silk 
handkerchiefs were hanging. Several rough beds made of old sacks, were huddled side by side on the 
floor. Seated round the table were four or five boys, none older than the Dodger: smoking long clay 
pipes, and drinking spirits with the air of middle-aged men. These all crowded about their associate 
as he whispered a few words to the Jew; and then turned round and grinned at Oliver; as did the Jew 
himself: toasting-fork in hand. 















































判》（The Industrious ‘Prentice Alderman of London, the Idle One Brought before him and Impeached 















　　It was the critical moment of Oliver’s fate. . . . and happening in the course of his［the magistrate’s］
search to look straight before him, his gaze encountered the pale and terrified face of Oliver Twist. . . .
　 　‘My boy’ said the old gentleman, ‘you look pale and alarmed. What is the matter?’ . . . .
　　Oliver fell on his knees, and clasping his hands together, prayed that they would order him back to 
the dark room – that they would starve him – beat him – kill him if they pleased – rather than send 








































　　‘The eyes again!’ he ［Sikes］ cried in an unearthly screech.
　　Staggering as if struck by lightning, he lost his balance and tumbled over the parapet. The noose 
was at his neck. It ran up with his weight, tight as a bow-string, and swift as the arrow it speeds. He 
fell for five-and-thirty feet.  There was a sudden jerk, a terrific convulsion of the limbs; and there he 


























































れる慣習があったことについては，Altick １１５，Wheeler 3-4，Lane １５３-５４参照。




















Reward of Cruelty, １７５１【図１１】）である。
14　この一対の版画は，依頼されて描かれたホガースの油彩画に基づいて制作されている。ポールソンはこの版画
を売り出すという新聞広告（the Daily Gazetteer, December １８, １７３６）を根拠にして，この広告の直後に売られたは


























































　ホガースの場合，《娼婦一代記》（Harlot’s Progress, １７３２），《放蕩息子一代記》（The Rake’s 
16　ベルクソンは瞬間写真を機械的な精密さで均等に並べる映画の手法を引き合いにして，運動を際限のない「任
意の瞬間」に分割して満足する近代科学の記述法を批判している。なお，翻訳は真方敬道氏の岩波文庫版に拠るが，
フランス語の原文テクスト（L’Évolution créatrice, １９０７））とベルクソン自身が公認した Arthur Michell の英訳版も
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A Hogarthian Moment in Oliver Twist
Takashi NAKAMURA
　While many critics have noted the fact that Dickens as well as Cruikshank owed much to Hogarth, 
few have identified a crucial component that strongly connects these two pre-eminent creators with 
Hogarth.  This essay is an attempt to clarify a Hogarthian moment in which Cruikshank and Dickens 
modified Hogarth’s engravings when both were working on Oliver Twist.
　It is my contention that public execution, namely ‘hanging’, stands for a central motif that binds 
together the three – the engraver, the illustrator and the novelist.  Hanging is evidently Hogarth’s favorite 
theme, well illustrated, for instance in his famed Industry and Idleness （１７４７） series.  Employing a 
double plot, this cycle delineates alternately the idle apprentice’s declining life and the industrious 
apprentice’s ascending career.  In particular, the former （Tom Idle） who is destined for the gallows in ‘The 
Idle’Prentice Executed at Tyburn （figure 6） provides a focal point.  In this relation, what is remarkable 
is that Oliver Twist is also haunted by this Hogarthian theme of hanging, all the more because the novel 
abounds with villains whose fate it is to be hung in public.  In the novel, one of the most prominent 
examples of a hanging motif being brought into focus occurs when the evil Sikes is hung.  Dickens 
highlights Sike’s agony of death by minute close-ups: ‘It ［the noose］ ran up with his weight, tight as a 
bow-string, and swift as the arrow it speeds. . . .  There was a sudden jerk, a terrific convulsion of the 
limbs’.  The author, hence, turns Sikes’s accidental hanging into a de facto public execution in line with 
Hogarth.  
　Probably stimulated by Dickens’s text, Cruikshank produced the Sikes plate （figure 7） in which, 
curiously, he did not depict Sikes being hung but opted instead for the moment just before hanging. 
Focusing upon Sikes, who was greeted with roars and cheers, Cruikshank recapitulated Hogarth’s 
celebrated Tyburn print （figure 6）.  Hogarth, like Cruikshank, had portrayed not the execution itself 
but a convict faced with his imminent execution.  But why had Hogarth endorsed the moment prior to 
the ultimate climax culminating in the moment of execution?  A key might be found in the frenzied 
Tyburn crowd.  Obviously, a public execution meant an execution for public entertainment so that not 
the executed but the mob could play a central role.  Hogarth found the so-called Bergsonian ‘un instant 
privilégié’ （‘a privileged moment’） when mobs became heroes of the fair.  Hogarth’s intention was to 
represent a cruel ‘fair’ at Tyburn, and also to visualise as many lowly folks as possible.  As Bakhtin 
observes, ‘folk festivities’ satisfy at least three conditions: firstly, ‘ritual spectacle’; secondly, comic verbal 
expressions exemplified by ‘parody’; and finally ‘billingsgate’.  It is explicit that Tyburn Fair, which was a 
『オリヴァー・トウィスト』におけるホガース的瞬間――中村
－16－
grand arena for the public, was nothing other than a ‘ritual spectacle’.  At Tyburn, all kinds of ‘billingsgates’ 
might have exploded.  Even an element of ‘parody’ is touched on in the Tyburn print, because, as 
Paulson testifies, this festival was carried out as ‘a mock- or parody-version’ of a high culture ritual like 
the ‘Lord Mayor’s Procession’.
　Hogarth, in fine, managed to accomplish the fair’s three requirements, not by presenting the hanging 
scene but by exposing Londoners participating in a notorious fair.  Cruikshank’s illustration, as it were, 
paid homage to Hogarth’s version of Tyburn Fair, showing Sikes bathed in Londoners’ overwhelming 
roars just before the hanging.
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